Flying beaks and water-strings: the Dada poems
It has often been noted that the object-language represents a shift of emphasis in Arp's creative trajectory that chimes with his move from Zurich to Paris and with the transition from Dada towards Surrealism. Indeed, after his Dada output -in turns geometric and biomorphic, but in both cases resolutely abstract -his object-based art of the early 1920s does make it easy to see why the future surrealists, largely distrustful of abstract art, were attracted to his work at the time. As some critics have speculated, Arp's interest in objects may have been encouraged by his contact with the artistic community in the cafés of Paris.
2 Certainly the fascination with the hallucinatory power of everyday objects was a central preoccupation of Surrealism, documented verbally by André Breton in his Introduction au discours sur le peu de réalité (1924) and many subsequent texts, and visually in the "Exposition surréaliste d'objets" at the Galerie Charles Ratton in 1936.
While the object-language was undoubtedly a form of Surrealism avant la lettre, we should be wary of assessing it as an entirely new departure for Arp, or as a response to his new-found acquaintances in Paris; after all, an acute sensitivity to the strangeness of things, and to the sheer arbitrariness of the names we give them, characterises the work he produced in Zurich during the Dada period. The objectlanguage output thus deserves to be seen as a direct corollary of the Dada work rather than a move away from it. This relatedness is reflected in specific formal terms, especially in a shared emphasis on unusual groupings of objects or ideas which characterises the visual and verbal work of the 1910s and 1920s. His volumes of poems written in the 1910s already show the principles of the objectlanguage at work: they abound with surprising pairings, in turns ludic and nightmarish, as their titles already forewarn us: 
